This study examines the nature of communal consumption in the context of audience experience of the performing arts. Building on existing literature on consumption communities and ritualistic perspectives on shared event-based consumption it uses focus groups and participant observation to investigate the experience of members of a UK symphony orchestra's audience as a consuming community (a "consumity" in short). It finds tensions between respondents' perceptions of their individual and collective experience, framed within a pervasive anxiety about the sustainability of both audience and art form. It concludes that the communal aspect of audience experience is more complex and inflected than current notions of shared consumption acknowledge, in particular with respect to the audience's sense of itself over time. It concludes by questioning the absence from current arts marketing discourse of a more integrated view of the experience of customers in a temporal context.
Introduction
The objective of this study is to explore the nature of communal consumption in the context of audience experience of the performing arts. What can arts audiences, as 'communities of consumption', tell us about the possibilities, conditions and implications of communal consumption both in the arts and, by extension, in other service sectors?
And to what extent can concepts such as 'brand community' (Muniz Jr. and O'Guinn 2001) or the 'linking value of consumption' (Cova 1997) help us to understand communal acts of consumption such as those which occur at performances and other spectacles? What tensions exist, for example, between audience members as individuals and as a collective entity in how they experience performance? What does a communal act of consumption feel like? This paper builds upon key literature on consumption in a communal context with a qualitative investigation of audience experience of classical music to address these questions.
The classic microeconomic account of consumption focuses on value-maximising individuals or households considered as individual units -collective consumption being associated only with exceptional cases like 'public goods' such as sanitation and defence (Malinvaud 1972) . We tend to think of consumption as something privatised and even in competition with collective interests --witness the dialectic between notions of 'consumer' and 'citizen' in the marketisation of public services which has engaged many European administrations over the last two decades (Clarke et al. 2007 ). Furthermore All together now: A symphony orchestra audience as a consuming community Page 3 of 34 marketing has traditionally interpellated its subjects as individuals in its key discourses of promotion and selling. Responsibility for most purchases rests with individuals in the areas of decision, purchase, payment, ownership and disposal (even for products and services such as food, rented accommodation and holidays which are consumed by or with others). This is particularly true of quintessentially contemporary products and services such as mobile phones and computer software licensed to named individuals.
Academic criticism of marketing's isolation of the consumer (e.g, Lasch 1991; Leiss, Kline and Jhally 1990; Putnam 2000) resonates with commonsense models of sensory experience which suggest that we can only access the world of phenomena as individuals -creating autonomous, and possibly irreconcilable, versions of events, even when experiencing them simultaneously with others. It follows that consumption must be on an individual, atomized level. Yet weighing against this is a tradition of social research which emphasises intersubjectivity -the creation of knowledge and experience 'between' people. This tradition argues that by sharing time and space, two or more individual social actors are able to grasp each other's consciousness and thus participate in what is going on in each other's minds (Schutz [1932] 1967; Smith 1998). There is also evidence that emotion (a contested concept amongst psychologists even in its individual manifestation) can operate at a group level in proportion to members' identification and level of sharing with the group (Smith et al. 2007 ). Performing-arts audiences, whose experience has been characterised as being at a 'supra-individual' level (Coppieters 1981) offer a promising avenue of enquiry into intersubjective consumption, All together now: A symphony orchestra audience as a consuming community Page 4 of 34 particularly where emotion is involved (an aspect of their response to music frequently mentioned by audience members in the present research).
There has been relatively little academic marketing attention to the subject of communal consumption -the kind of collective experience which one might connect with religious, ceremonial or artistic processes. (Gainer 1995; Henry and Caldwell 2007; Turner 1974) . The present paper's contribution is to augment this literature by exploring the experience of audience members as a consuming community (a 'consumity' in short) of participants in an intersubjective experience. The concept of 'communitas', developed by Turner (1974) building on earlier anthropology (van Gennep, 1960) , expresses the submergence of individual into collective identity in ceremonial or ritual activity. It has already been adapted to theorise aspects of 'extraordinary experience' in services marketing (Arnould and Price 1993) . Together with intersubjectivity, it offers a promising theoretical tool to help illuminate what is going on in audience reception of live performance.
The approach to social research which informs this paper is interpretive, but led by a rigorous approach to research design and qualitative data analysis. My development of conclusions from the data is a reflexive process which has taken account of my own presence in the research (both as researcher and audience member myself) and the theoretical perspectives (both positivist and interpretivist) which support previous work in this area.
From community to 'consumity'
According to Fraering and Minor (2006) , the American historian Boorstin first articulated the notion that consuming products and services could underpin community, finding evidence of the role of marketing and advertising in the formation of communities which, while admittedly weak and temporary, nevertheless achieved a national reach in nineteenth-century America, and for masses of uprooted immigrants 'became a characteristic American mode of acculturation ' (1974, 147) . The robustness of Boorstin's concept of consumption communities along lines of national culture was subsequently tested via groups of respondents from the US and Belgium, most of whom reported 'a certain sense of community in relation to others who share their consumption behaviours' (Friedman, Abeele and de Vos 1993, 53).
Friedman et al. recognised that consumption-based links are relatively stronger 'for commodities high on value-expressiveness', including clothing, accommodation and entertainment (1993, 57) . More recent research has cast light on the organisation and behaviour of communities of consumption both in the real world and online (Schouten and McAlexander 1995; Kozinets 1999; Muniz Jr. and O'Guinn 2001) . Such research has focused on high-involvement items such as cars, motorcycles and computers. But, as studies of the linking value of coffee consumption (Kozinets 2002), or chocolate spread (Cova and Pace 2006) , exemplify, involvement is determined by consumers rather than product class, suggesting the difficulty of associating consumption communities with particular markets in any simple way. Nevertheless, marketing interest in the All together now: A symphony orchestra audience as a consuming community Page 6 of 34 phenomenon has been intense because of its perceived connection with consumer loyalty (Armstrong and Hagel 1996; Oliver 1999; McAlexander et al. 2003) . This connection can work both to the advantage and the disadvantage of producers, as consumers develop autonomous perspectives on the meaning and value of brands. The sense of membership of a brand-based consumption community has been termed 'camaraderie' in subsequent research (Fraering and Minor 2006) . The literature covers social or virtual gatherings (such as meets, conventions or internet activity) with an essentially communal aspect where togetherness is crucial to the experience. But essentially it deals with community as an agglomeration of consumers who may unite to savour or elaborate their enthusiasm for a particular brand or product, but whose actual consumption practices remain largely individual and asynchronous rather than being based in collective activity.
There has been an accompanying extension of interest in consumer behaviour research to the cultural context in which consumption takes place. Inevitably this has moved the focus from the individual actor of traditional marketing theory to a more situated, socially-relative view of the consumer spanning both personal and collective identities (identities critical to service experience for any customer, but particularly relevant to the experience of an audience member for a live performance). Building on the concept of neotribalism (Maffesoli 1996) , an important component of this emerging Fragmentary and transient though such linkages are (Granovetter, 1973) , contemporary marketing thought sees them as potentially more valuable to consumers than the products and services which underlie them (Cova 1997; Bohé 2007) . Cova claims 'the link is more important than the thing', that the relational benefits which products or services deliver, or facilitate, has superseded their more obviously functional performance leading marketing researchers to analyse economic activity as 'embedded in a societal context which, at the same time, encompasses it and renders it possible ' (1997, 314) . But the ability of marketing organisations to leverage the resulting value remains limited because of the dynamics of the networks which create it. The collective 'acts as a force that mediates and complicates the relationship between marketing organization and individual consumer ' (Kozinets 1999, 259) . Because of their closeness to audiences, performing arts organisations may be in a position to develop more productive customer relations than other service providers. Indeed, Kozinets' characterisation of the way that, facilitated by online communication, 'loyal consumers are increasingly creating their tastes together, as a community ' (1999, 259) sounds just like what an audience does in the interval of a performance: evaluating quality together, negotiating consumption standards and determining joint meanings. Here we glimpse the 'consumity' at work, creating conditions of consumption for its members which actively mediate the experience available to each through an intersubjective process. This phenomenon transcends the asynchronous acts underlying Boorstin's original concept of consumption communities, moving closer to the kind of communal consumption observable in audience experience of live performance itself.
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Because services, especially the performing arts, are rendered to people by people, the entire community in collective acts of consumption will extend beyond consumers to the employees of the service provider. This dimension of the service experience, where there is a personal as well as an economic relationship between producer and consumer, has been described as 'communality', benefiting consumers through increased personalisation and extended social networks, and producers with some protection against the consequences of service failure (Goodwin 1996) . Goodwin sees it on a continuum from disinterested friendship at one end to entirely economic exchange at the other. It evolves in the context of a consumer's relationship with a service provider (Fraering and Minor 2006) . In a performing arts context, communality could be argued to exist on at least two levels -the first with the front of house staff of the venue (including box office, attendants and administrators) and the second with the performers themselves.
It may be that audience members are at different stages on the communality scale with either group, depending on their familiarity with the venue and their prior experience of the art form. A sense of history is never far from discussions of community. The shared knowledge, rituals and traditions which characterise community are clearly dependent on members' shared sense of a past (even a relatively recent one). The passage of time is, of course, central to the experience of music. As has been noted by a number of writers, music has All together now: A symphony orchestra audience as a consuming community Page 10 of 34 particular power to evoke memory in its hearers -a quality which explains its popularity with marketers and advertisers (Kellaris and Cox 1989; Baumgartner 1992) . One might therefore expect time and memory to be of particular importance to how a classical music audience might experience itself as a consuming community -a further source of complexity in trying to envisage the processes involved.
Thus we can augment the relatively simple models of community consumption Turner (1974) offers a helpful perspective on how we might develop the idea of community to provide a more adequate model of communal consumption. He differentiates between two forms of social interrelatedness (which can, in fact, be present at different times in the same group). On the one hand is 'structure' ---which, for Turner, is about roles, status and hierarchy 'consciously recognized and regularly operative in a given society ' (1974, 237, original italics) . Turner contrasts this with the notion of 'communitas', a necessarily temporary state where roles and individualities are subsumed All together now: A symphony orchestra audience as a consuming community Page 11 of 34 in a 'spontaneously generated relationship between leveled and equal total individuated human beings, stripped of structural attributes ' (1974, 202) . Turner distinguished these states in his anthropological studies of rites of passage, seeing the process as a movement from structure, through a state of 'liminality' (the threshold from one world into another) where communitas is experienced by participants, to their emergence into a new structure.
The consumption communities conceptualised in the literature to date tend towards an understanding of relatedness in terms of producer-imposed structure. For example Muniz and O'Guinn recognise status hierarchies amongst members based on levels of commitment to the brand expressed by ownership and long-term investment.
We can recognise in these kinds of distinctions the structuring principle of behavioural and psychographic segmentation, as marketing attempts to organise and subjectify groups of consumers. However, if we want to go further in our understanding of communities as consuming units themselves (rather than as collections of consumers), communitas (a state of togetherness which transcends, albeit temporarily, the social divisions which make us individual subjects of marketing) is a more relevant concept. Arnould and Price (1993) refer to communitas in their account of the pilgrimage-like aspect of white-water rafting viewed as an extraordinary service experience. By its nature communitas is a temporary state, and spontaneous rather than consciously willed. It can be planned for and facilitated, though neither captured nor guaranteed. It may even be momentary or episodic within an overall experience. As will be reported later in the paper, a similar riskiness is part of the peculiar appeal of live performance to audiences.
All together now: A symphony orchestra audience as a consuming community Page 12 of 34 It can further be argued that, of all event or art-forms, live music is a particularly apt focus for consumity. Bowman (1998) cites Attali (1985, 6) on the potential of music as a tool for "the creation or consolidation of a community, of a totality." Whereas Attali is writing from a specifically political viewpoint, other writers suggest that music's binding force summons an essential human response. Burrows (1990) claims that what makes human beings distinctive is their relation to sound, in particular its role in "creating the kind of sympathetic resonance essential to community" (Bowman 1998, 256) . And this cohesive effect is not limited to audience, but to the other members of the 'communality' (Goodwin 1996) -the performers themselves. Stubley (1996 , 7, 8, cit. Bowman 1998 argues that performance melts the boundaries which separate individuals, describing it as "an on-going tuning process in which the self is experienced as an identity in the making…" resulting in empathetic bonding between musicians (and by extension other listeners) "in which the other is experienced…as a potential I." This process augments the individual performer's (and thus listener's) experience into a community of both production and consumption, engendering "a meeting of Is at the body-sound interface" (Stubley 1996 , 13, cit. Bowman, 1998 .
Methodology
Data collection consisted of four group discussions about their concert-going experience with a sample of the audience of a UK Symphony Orchestra. This was supplemented by participant observation as an audience member of four performances All together now: A symphony orchestra audience as a consuming community Page 13 of 34 given by the full orchestra or different combinations of its members in a variety of settings across a period of six months. The choice of focus groups as a method was led by their capacity 'not to infer but to understand, not to generalize but to determine the range, not to make statements about the population but to provide insights about how people perceive a situation. ' (Kreuger 1994, 34) This limits generalisability to the population as a whole, but some assurance of the representativeness of the views expressed was provided by comparing the demographics of the sample with those of the concert-going population of England (ACE 2004) . Although the number of respondents was too small to be statistically significant, the comparison revealed a bias towards the 55 to 64-year-old age band, compared to the national average. The Symphony Orchestra's marketing department confirmed that this was in keeping with their perception of their audience's profile.
Recruitment was via an online questionnaire distributed by the Symphony Orchestra via a link embedded in its email newsletter to regular audience members. This yielded information about demographic characteristics such as age and ethnicity, and behavioural characteristics such as frequency and mode of attendance (e.g. if part of a group) at concerts. It resulted in 106 usable responses each of which indicated a willingness to participate in further research in response to the incentive of entry into a draw for free tickets. Interestingly, when contacted in connection with arranging interviews, few if any respondents had any memory of having completed the questionnaire. A possible objection to using an email questionnaire might be that it would reflect the profile of email users rather than concertgoers. However, differences between The focus group discussions followed a schedule of stimulus questions which sought to isolate the 'group' aspect of audience experience. They were transcribed and analysed through first and second level coding (Miles and Huberman 1984; Strauss 1987) in search of regularities around the experiences described which would confirm or disconfirm the theoretical expectations I carried into the research from my literature review. Qualitative group discussions had the advantage of recreating some of the conditions of intersubjectivity and interaction which were of interest to the research project itself, revealing valuable insights into group norms surrounding audience experience.
The role of participant observation in the research was to experience the nuances of concert attendance concert at different times and in different settings in order to contextualise the interview data. Often respondents would refer to particular concerts or details of the auditorium or venue in illustrating a point, or reminding others in the group All together now: A symphony orchestra audience as a consuming community Page 15 of 34 about particular incidents which had become part of the regular audience's folklore (for example a story about an elderly woman audience member being overcome during a performance during a recent season. The music, a particularly beautiful violin concerto played by an international virtuoso, had continued as those around her wondered whether to intervene). The woman in question had recovered, but the focus group members recalled how this sight had sparked fantasies about dying to music as they listened.
Having a sense of the physical space in which such episodes might occur helped both in moderating and interpreting the group discussion. It also gave the researcher the opportunity to observe proximate members of the audience during performances, noting the effect (as far as could be judged) not only personally, but on other audience members, of their demeanour, posture, movement, or noise. A third function of participant observation was to gauge the diversity of the audience at first hand, admittedly unscientific though such an approach might be. There certainly was evidence of the predominance of older, white people at evening orchestral concerts (a major concern of respondents as we shall see) and at lunch time chamber or instrumental recitals (some of which occurred at a smaller venue near the main hall). On the other hand, a short, early evening concert aimed specifically at city centre workers on their way home, seemed to have succeeded in drawing a larger proportion of people in their twenties and thirties, but (perhaps because of daytime work commitments) rather soberly dressed, and, again. predominantly white.
Findings and discussion
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The main findings of the research fall into four main categories:
1. tension between (private) aesthetic and (collective) social experience at performances 2. an acknowledgement of shared moments of experience as points of access to the sublime (reflecting an approach to 'communitas') 3. evidence of the range of ways in which the presence of others mediates the experience of concert going 4. an emergent theme of 'lack' permeating much audience experience
Private versus collective experience
Participants tended to play down the social aspects of their concert attendance, stressing instead their personal connection to the music being performed rather than what they regarded as the peripheral aspects of attending the performance. As they talked, however, considerable ambiguity emerged around this claim: I think it isn't particularly a social occasion. As it happens I go mostly with my subscription and just buy an odd ticket for my husband for a concert that I think he might like and not fall asleep in, because he tends to fall asleep. I do meet up with two friends who have also got a subscription, but it's not particularly a social occasion (Female, (55) (56) (57) (58) (59) (60) (61) (62) (63) (64) Other participants in this discussion were quick to confirm that they, too, did not see concerts primarily as 'social' occasion. Yet social aspects also emerged in their accounts to conflict with their conscious insistence on the primacy of personal experience. Later in the same discussion three of the participants likened the experience of regular concert-going to supporting a football team: "the same group of people run out on to the pitch every week; the same group of people come out on to the platform every week…" One of the anxieties which participants attempted to channel through me back to the orchestra's management concerned unexplained comings and goings on the platform, particularly what they saw as the orchestra's slowness to make a permanent appointment to a key position.
Thus, while the integrity of a personal musical experience is of central value to classical music audiences, the social aspect of its production, at least in terms of communality with the musicians, is inseparable from it.
I think it's something to be proud of to have them as people, that we have a proper orchestra, in that sense. (Female, (24) (25) (26) (27) (28) (29) (30) (31) (32) (33) (34) (35) …you get to know the individual player, the person, you feel as though you do. (Female, (64) (65) (66) (67) (68) (69) (70) (71) (72) (73) (74) (75) 2. Shared moments of experience as access to the sublime …I think there was a slightly different audience dynamic than sometimes…[Interviewer: An audience dynamic; how might that manifest itself?] There was a more tangible sense of encouragement in not just the applause in terms of volume and so on, but a sense of….different kind of audience (Male, (34) (35) (36) (37) (38) (39) (40) (41) (42) (43) (44) (45) All together now: A symphony orchestra audience as a consuming community Page 20 of 34 This statement revealed how the audience can allow something special to happen by behaving in a unified, but spontaneous, way. The concert in question was by a local youth orchestra and had been the focus of intense goodwill by the audience (motivated by bonds of kinship, or perhaps just regional pride) to spur the performers on to a sublime performance. The reported experience had signs of communitas, a form of experience whose quasi-religious characteristics did not go unremarked by the participants:
The other thing is that having been brought up a Catholic I used to go to church, and I think there is some kind of sacred, quasi-religious dimension to this, which we haven't really explicitly spoken about, but perhaps it's been explicit [overtalking] (Male, (34) (35) (36) (37) (38) (39) (40) (41) (42) (43) (44) (45) …when they take the whole audience with them, which doesn't happen all the time, but you know when it does happen, that feeling, that everyone's feeling the same thing, and you can hear a pin drop. (Female, (44) (45) (46) (47) (48) (49) (50) (51) (52) (53) (54) (55) The sublime is, however, difficult to verbalise. Respondents saw silence as an appropriate way of sharing what had been experienced together in such moments of communitas:
…then we go on for a meal, we don't talk about what we've heard, or what the concert's been like, but it's a really nice atmosphere, just wandering across and having a meal, and just talking about other things… (Female, (44) (45) (46) (47) (48) (49) (50) (51) (52) (53) (54) (55) As mentioned in the previous section, some maintained that their motivation for attending concerts rather than, for example, theatre, was the avoidance of words altogetherAll together now: A symphony orchestra audience as a consuming community Page 21 of 34 preferring an art form which did not demand continuous cognitive engagement with a verbal text, but allowed lapses of attention or reverie during the performance. Non-verbal engagement promoted a sense of camaraderie with other audience members: "just a sense that people have been to a concert that's fine, that's what you want to happen, silence rather than an intense dialogue with someone" (Male, 34 -45).
The focus groups thus provided evidence of shared moments of consumity akin to 'flow' experience (Csikszentmihalyi 1990) which, while valued as real and highly significant to the essence of concert-going, evaded verbal formulation.
Evidence of the range of ways in which other audience members mediate experience
Participants' frequent insistence on the private nature of musical experience would imply that interaction by audience members in the context of performance could only have a negative effect. This theme was enthusiastically espoused by a group who swapped horror-stories of the distractions which other people could provide -from overpowering after-shave and perfume, to the unpleasant proximity of obese neighbours, noisy page-turners, hummers, finger or foot tappers and coughers. My participant observation at concerts confirmed that the body language of even perfectly silent audience members can be a distraction (for example, restlessness or feet movement) or can actually promote one's own attention to a performance through creating a general orientation of encouragement and respect for the performer. One respondent saw the issue as part of life's rich tapestry:
All together now: A symphony orchestra audience as a consuming community Page 22 of 34 I have to cope with a chap who tends to snore that sits [laughter] , who at the end jumps up and shouts 'Bravo! Bravo! (Male, (64) (65) (66) (67) (68) (69) (70) (71) (72) (73) (74) (75) Those in the group who had experience of concert going in the USA pointed out that persistent conversation appeared to be accepted there as the norm ("It's a very English thing, to be well-behaved"), but participants across the groups argued that concert-going conventions in the UK were excluding younger or more diverse audiences.
On the other hand, the issue of initiating new audiences into the experience of classical music framed what many respondents acknowledged as the positive impact of other people on their concert going. A common biographical theme emerged whereby a particular individual in a respondent's life (a family member or a teacher) had lit the respondent up with their own enthusiasm and illuminated a new world of experience -an illustration of the pervasive presence of memory in music. On the other hand, the process of socialisation into being good concert-goers was generally admitted to be less inspirational:
My dad took us to things when we were little and then killed us if we misbehaved [overtalking, laughter] ..my brother would have, when he was young, learned sort of boredom strategies, because I know he used to sit and count bricks and things on the wall when he got bored... (Female, (24) (25) (26) (27) (28) (29) (30) (31) (32) (33) (34) (35) All together now: A symphony orchestra audience as a consuming community Page 23 of 34
For some participants, the presence of knowledgeable others at a performance (even in the form of 'professional' others such as pre-concert talks givers) was seen as a considerable benefit in their own continued initiation into unfamiliar experiences:
That's why I like a season ticket, because there's a good feeling, we know each other, we talk about the performance, and it's quite an experience. I quite enjoy, particularly listening to what knowledgeable people have heard, because I can go along, and say, well I thought that was, and sometimes I go along and hear a lot of notes, but to me there wasn't much music there. And to the experts, perhaps that was really a fine performance. (Male, (64) (65) (66) (67) (68) (69) (70) (71) (72) (73) (74) (75) In summary, the focus groups, confirmed by participant observation, suggest that audience members perceive what they 'do' at performances as facilitating each other's experience by remaining unobtrusive: "you don't want participation during the music, you just want absolute stillness around you" (Female, (54) (55) (56) (57) (58) (59) (60) (61) (62) (63) (64) (65) . Respondents were quick to note the distractions which other audience members can place in the way of individual enjoyment of a performance, but reflected uncomfortably that the conventions of good behaviour at concerts were a contributory factor to the exclusion of new audiences -a theme developed in the next section. There was a paradoxical acknowledgement, however, of the contribution which other people make through their enthusiasm and expertise, as well as the power of shared moments of experience in accessing the sublime.
A sense of 'lack'
All together now: A symphony orchestra audience as a consuming community Page 24 of 34 A frequently-reported adverse effect of other people was simply their absenceeither as fillers of an auditorium where the impact of the music would be more powerful in a capacity house "if the hall's half-empty, I think, all those poor people who haven't come in; They're missing all this. Why? Where are you?" (Female, (44) (45) (46) (47) (48) (49) (50) (51) (52) (53) (54) (55) ; or as replacements for the ageing audience base:
I look at it and I despair, really, because of the audience, because although I'm having a lovely time, it's so middle-class, middle-aged, old and white, and I wonder what is going to happen when we all pass on? Who's going to, what's going to ... Who's going to fill that hall? (Female, (54) (55) (56) (57) (58) (59) (60) (61) (62) (63) (64) (65) This exasperation at the lack of younger or more diverse audience members was a subject to which all of the groups returned (indeed the expectation of many of the participants was that any audience research carried out in connection with the Symphony Orchestra should necessarily be oriented towards this issue). It provided a constant back-drop to their experience of concert-going ('having a lovely time' while in 'despair'), and contributed to a shared narrative of decline in educational and civic norms (for example the exclusion of classical music from television programmes and its demotion in educational provision in general). An additional layer of complexity was provided by the simultaneous desires to see new audiences and preserve traditional forms of presentation which a number of participants voiced during the groups. One respondent objected vigorously to the pomposity surrounding performance conventions, yet a moment later rejected the orchestra's marketing tactic of giving concerts themed titles: As well as the perceived absence of new audiences to replenish declining attendance, there was a more personalised sense of lack related to friends and family who were either deceased or too frail to attend. Playing down the social side of concert going, one participant explained that: "It used to be because the group along our row, about eight people who had been going for years, so we met each other, but gradually through death and illness it's reduced but I don't see it as a social occasion" (Female, (54) (55) (56) (57) (58) (59) (60) (61) (62) (63) (64) (65) Thus the consumity at any concert is haunted by memories of those no longer present (perhaps evoked by particular works or composers) and harrowed by the absence of those who they feel should be there but are not, the imagined community who are elsewhere -a lost generation: …we talk about this as though it's an age thing, but we've all just sat round the table, and said we started 30 years ago, so we weren't our age when we [overtalking] (Female, (44) (45) (46) (47) (48) (49) (50) (51) (52) (53) (54) (55) This feeling of conflictedness, of a simultaneous consciousness of the need to change the way things are, alongside a reluctance to abandon the past, is encountered in many mature markets surrounded by environmental turbulence. There is recognition of the need to access new markets in order to survive, but unwillingness to relinquish familiar territory in doing so. The solution offered by accepted marketing wisdom tends to be a All together now: A symphony orchestra audience as a consuming community Page 26 of 34 combination of innovation and segmentation. I reflected during the focus group discussions that the extensive outreach work which the Symphony Orchestra conducts had passed its traditional audiences by (a testament, perhaps, to focused targeting). As mentioned earlier, my participant observation provided some evidence that different performance formats were having some effect in reaching different audience groups. Yet the anxious good will manifested by all the groups suggested itself as a potential resource for reaching new audiences through some kind of co-optation strategy.
Conclusions
The evidence from this research suggests that the communal aspect of audience experience is an important and distinctive feature of arts attendance, but that it is more complex and inflected than current notions of consumption communities acknowledge. In particular, it reveals the importance of the temporal, imaginative element of how audiences experience performances (and themselves) which includes those who are absent as well as those who are present at a performance. With regard to those who are present, current models underplay the importance of the role of communality (i.e.
provider/consumer relationships) in the overall sense of community experienced by an audience.
This has a number of implications for arts marketers. Perhaps the most important is to reframe how audience experience is understood in terms of imagined and actual community. There needs to be a refocusing on the biographical aspect of arts experience (Francis 1990 , cited in Bridgwood, et al. 2003 . But in spite of the apparent barriers of tradition and convention which continue to surround it, the social dimension which has emerged from this research as integral to the experience of live music has considerable untapped potential in connection with both its repositioning and its promotion to new audiences.
Furthermore, the powerful communality and sense of personal history displayed by participants reveal distinctive opportunities for income development by arts organisations. Individual giving schemes aimed at resourcing particular orchestral positions are one possibility, perhaps enhanced by training bursaries or studentships in particular instruments. Parallel to this, and reflecting the camaraderie dimension of communal consumption (and its context of personal history) is the opportunity for 'in memoriam' gifts and legacies as a development income stream that offers organizations and patron/donors lasting mutual benefit in establishing the ultimate imagined community -that of posterity.
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